Cognitive Semiotics Perspective
In cognitive semiotics, perspective literary image is identified as a sign, which incorporates different codes. Decoding them helps draw up their ethno-cultural implicatures, and to make the link between image, sign, and symbol.
As Silverman (1983) claims, "A symbol is a sign, which refers to the object that it denotes by virtue of a law, usually an association of general ideas, which operates to cause the symbol to be interpreted as referring to that object".
The symbols serve as connectors to certain powers; or they are, indeed, certain powers that need to be "activated" (Lake-Thom 1997: 37).
For instance, the circle is an ancient, primal symbol, or what Jung called a universal archetype. To the Native American, the symbol represents something that is sacred and holy. It represents unity, strength, protection, infinity, and spirituality. Thus, it is used in ritual, religion, art, architecture, ceremony, and social interaction. The following At each of stage of one's life, as with the four seasons of Nature, myth, ritual, and ceremony are used as a means of helping a person adjust to a new spiritual transformation. This transformation is celebrated both individually and collectively. It is right-brain-oriented, serves to develop intuitive skills, and in ancient times helped one achieve higher levels of accomplishment.
Symbols act powerfully, according to Sandner, to "change the psyche by converting energy into a different form, a form that can heal" (Sandner 1999: 14) . Jung, in his analysis of numerous cultures, came to the conclusion that symbols act as transformers, their function being to convert libido from a 'lower' into a 'higher' form. This function is so important that feeling accords it the highest value (Sandner 1999: 15) . This kind of psycho/social/spiritual healing processes thrusts patients into liminal space -a space where the sick person is willing to leave one mode of being (a death) and enter into another (a rebirth).
In the novel-myth House Made of Dawn the central character (Abel) assumes his grandfather's place as a dawn runner, he is both chasing away evil (the night) and running toward re-creation (a new day). And such running exhausts -thrusting Abel into another dimension: 191) In that ending/beginning Abel is a Pueblo dawn runner with the words of a Navajo healing ritual in his possession. And "Qtsedaba" is the Jemez formal marker indicating the end of a story. This moment is pre-empted (the end is told; but not the "there after").
"Pollen" symbolizes a creative potential, "Dawn" -the beginning of a new day, a new life, a new cycle of life. Nature symbols visualize the state of man character recreation.
Cognitive semiotics is based on the cognitive linguistics, which concerns the mental facilities the human being is born with -such as consciousness, memory, imagination, metaphorical reasoning and creativity -faculties that distinguish the human being from other species and that enable it to survive and thrive in the natural world (Sotirova 2016: 109) .
On the focus of cognitive semiotics the paper investigates the properties of meaningful interactions with the surroundings across all domains of the natural as well as social world of the man character. Based on the cognitive semiotic approach it becomes understood that the symbolic meaning of the man or animal character of the text is created in every sense of the word, whether in perception, thought or language. In cognitive semiotics key we experience and find new insight by construing senses hidden in literary image. For instance, in the essay by Linda Hogan Dwellings we read: The fragment above illustrates the use of the stylistic device called repetition: the word feather and its combination with the word eagle are repeated several times in such a short fragment of the text and hence they trigger the mechanism of accentuation of the reader's attention and activating the mental activity of the interpreter. If the word is repeated in the text more than twice it means that its semantic is much deeper than its denotative meaning.
FOR YEARS I PRAYED FOR AN
The Guide to an Amerindian mythology (1991) (Bryant 1991: 51) . So, the eagle feather in the above fragment from the novel-essay is the sign, which implies ethno-cultural code: it manifests the Great Spirit. Repetition is the mechanism of forming image that signifies some special kind of knowledge incorporating this or that code. Decoding information hidden in its meaning allows for the identification of some symbolic meaning of literary image.
It often occurs in literary text that the symbolic meaning of a literary image may be extracted on account of all the descriptions (details) divergently given in a whole space of a text. Such literary image is cumulative (Kukharenko 2011) . Its implicative features are explicated using both cognitive semiotics and narrative approaches at all the levels of literary text: surface representation (consisting of a text literary wording), text base (where the meaning of the text is represented as a network of concepts and propositions from the text), situational model (relations among items no longer depend on their structural features) (Kintsch & van Dijk 1978: 390) and narration (the connection between narratives in the text).
Cognitive narratology perspective
Narrative interpretation of a literary image is directed towards collecting all the details, concerning its character, behaviour, deeds, relations with the other personages, to highlight its symbolic features. But the meaning does not lie in the surface of the text.
To reveal/understand or extract the sense of the knowledge transformed in verbal signs the interpreter applies some cognitive operations such as mapping (projecting one motif into another), construal (selecting the appropriate structural possibility among various alternatives), inferences (making the conclusions from a set of premises), focusing (giving prominence to some selected elements of a scene and downplaying others). Hence, the operations of cognitive linguistics are applied in the narrative analysis of literary image.
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ISSN 2453 -8035 DOI: 10.1515 /lart-2016 Cognitive narratology is the study of mind-relevant aspects of storytelling practices, wherever -and by whatever means -those practices occur. As this definition suggests, cognitive narratology is transmedial in scope; it encompasses the nexus of narrative and mind not just in print texts but also in face-to-face interaction, cinema, radio news broadcasts, computer-mediated virtual environments, and other storytelling media. In turn, "mind-relevance" can be studied vis-à-vis the multiple factors associated with the design and interpretation of narratives, including the story-producing activities of tellers, the processes by means of which interpreters make sense of the narrative worlds (or "story worlds") evoked by narrative representations or artefacts, and the cognitive states and dispositions of characters in those story worlds. In addition, the mindnarrative nexus can be studied along two other dimensions, insofar as stories function as both (a) a target of interpretation and (b) a means for making sense of experiencea resource for structuring and comprehending the world -in their own right.
Mapping words onto worlds is a fundamental -perhaps the fundamental -requirement for narrative sense making. Such approaches as deictic shift theory (Duchan1995) and contextual frame theory (Emmott 1999) help reveal the complex cognitive processes underlying narrative ways of image making. They also suggest how configuring narrative worlds entails mapping discourse cues onto the WHAT, WHERE, and WHEN factors whose interplay accounts for the ontological make-up and spatiotemporal profile of a given story world. An approach based on shifting deictic centres indicates how narrative worlds are structured around cognitive vantage points that may change over the course of an unfolding story. Likewise, based on the assumption that characters will be bound into and out of particular contexts over time as well as the assumption that such contexts will be distributed spatially as well as temporally, Emmott's (1999) (Margolin 1999) . In short, classical, structuralist accounts suggest how a narrative world is "thickened" by forays backward and forward in time and throws into relief the processing strategies triggered by such temporal agglutination (Sternberg 1990; 1992; 2003) .
When a text is written, technical choices must be made in view of producing a particular result in the story's verbal representation. In this way, the narrative employs distancing and other effects to create a particular narrative mood that governs "the regulation of narrative information" provided to the reader (Genette 1980: 41) .
For Genette, a narrative cannot in fact imitate reality, no matter how realistic, it is intended to be a fictional act of language arising from a narrative instance. "Narrative does not 'represent' a (real or fictive) story, it recounts it -that is, it signifies it by means of language [...] . There is no place for imitation in narrative [...]" (Genette 1980: 43) .
Thus, in place of the two main traditional narrative moods, diegesis and mimesis, Genette contends that there are simply varying degrees of diegesis, with the narrator either more involved or less involved in the narrative, and leaving less room or more room for the narrative act.
In order to understand the contribution of narratology to semiotics, it is important to grasp the distinction between its three fundamental entities: story, narrative, and narration (Genette 1983: 2) . The story generally corresponds to a series of events and actions that are told by someone (the narrator), and represented in some final form, producing a narrative. As a field of study, narratology looks at the internal mechanisms of narrative, the form taken by a narrated story.
Cognitive narrative analysis outlines the ways and means of narrative perspectives (prospective, retrospective, introspective) accentuating on the reverse perspective as the basic one in creating and interpreting man character as ethno-cultural image.
Reverse perspective as a method of composition the objects in painting
According to the rules of painting the objects placed at the foreground are larger in size than those at the background. Violation of this tradition leads to reverse perspective, which in its turn creates a closer objects are drawn as smaller. Such are the methods used for paying our attention to the objects of so called second plan.
These methods are all the more conscious in that they are, as it were, at odds with the usual colouring of objects and, consequently, cannot be explained as the naturalistic imitation of things as they normally are (Florensky 2002: 203) . I share Florensky's notion that it is a strange thing that 'illiteracies' of drawing, which apparently ought to throw any viewer who understands the 'obvious absurdity' of such a depiction into a rage, on the contrary arouse no such feelings of annoyance and are perceived as something fitting, even pleasing. When the viewer has the chance to put two or three icons from about the same period and painted with approximately equal skill side by side, he perceives an enormous artistic superiority in that icon, which demonstrates the greatest violation of the rules of perspective, whereas the icons, which have been drawn more 'correctly' seem cold, lifeless and lacking the slightest connection with the reality depicted on it (Florensky 2002: 202) . It is very curious thing that the icons that are the most creative in terms of immediate artistic perception are perspectivally 'defective', whereas icons that better satisfy the perspective textbook are boring and soulless. If we forget the formal demands of perspectival rendering for a while, then direct artistic feeling it will lead everyone to admit the superiority of icons that transgress the laws of perspective.
Those who become acquainted with Russian icons of the fourteenth, fifteenth, and part of the sixteenth centuries for the first time are usually astonished by the unexpected perspectival relationships, especially in the depiction of objects with flat sides and rectilinear edges, as, for instance, buildings, tables, and chairs, and especially books, specifically the Gospels, which the Saviour and the saints are usually shown holding.
These particular relationships stand in glaring contradiction to the rules of linear perspective, from whose viewpoint they can only be considered examples of crudely illiterate drawing (Florensky 2002: 201) .
A rather illustrative example ( perspective, but each one from its own particular point of view, with its own particular perspectival center; and sometimes also with its own particular horizon, while the other parts are, in addition, shown using reverse perspective. This complex elaboration of perspectival foreshortenings occurs not only in the depiction of buildings (palatnoepis'mo), but also in countenances, although it is usually applied without any great insistence, with restraint and moderation, and can therefore be passed off as 'mistakes' in drawing (Florensky 2002: 204) .
Breakings the linear perspective or so called 'mistakes' in putting the objects in the space of a picture serve as triggers that emphasize the attention of the addressee and activates his cognition making him pay attention to those details and objects that are drawn incorrectly that is breaking the linear perspective. The signals of such triggers may be: size of an object, his place in the picture, color, proportions of the parts of an object, and so on.
Accordingly it should be taken into consideration that the technique of reverse perspective in drawing foresees the presence in the space of the picture of such details, which serve to be triggers that cause addressee to have particular feelings and activate his cognitive processes in perception and understanding the sense of the objects presented in the picture.
Next step of the paper is applying the principle of reverse perspective used by masters of icons into the literary text in which main personage is interpreted as ethno-cultural symbol.
Reverse perspective in literary text
Semino states that literary text is a set of metaphors and narratives, which are central to how we make sense of and communicate our experience (Semino 2008 In The voice in the margin: Native American literature and the Canon Krupat (1989) asserts "that Native American literary production, when we pay attention to it, offers texts equivalently excellent to the traditional Euro American great books. "It approves that these texts should be read not only in the interest of fairness or simply because they are available; nor it is because they provide charming examples of primitive survivals: they should be read because of their abundant capacity to teach and delight (Krupat 1989: 54) .
Kerr, for instance, says that in writing House Made of Dawn Momaday was "seeking to make the modern Anglo novel a vehicle for a sacred text" (Kerr 1978: 173) . Sacred texts, in this circumstance, are those texts, which deal with ultimate human concerns:
time, suffering, loss, the power of language, the human ability to imagine, and the reorienting effect.
In the preface to the novel-myth Reading these words it comes up the idea that there will be two narratives, each runs about different worlds the main hero finds himself in: native and the other one. The interpretation of the events, literary details and language highlights narrative triggers and lexical markers, which make coherence of these two narratives. In final it helps explain the main hero's behavior, his deeds, and intentions. Accordingly our task is to explain the linguistic and cognitive mechanism of reverse perspective in literary text, which is triggered by means of a key word (lexeme with symbolic meaning), word combination (stylistic figure or trope), and types of narration (description, thinking, inner speech, monologue, dialogue). 
The linguistic and cognitive mechanism of reverse perspective
Reverse perspective in narrative is a method that marks an important milestone in the development of central character as ethno-cultural symbol. Reverse perspective in literary text is something different from retrospective narration defined by Genette.
Retrospective means that narrative is broken by some other narrative, which has reference to the past events happened with the hero. This 'other narrative' introduces some additional information and is linked with the main narrative with a key word.
To explain the mechanism of reverse perspective in narrative (Fig. 4) it should be understood that the text manifests one space with different levels, different images, and different textual worlds. analogy, compression, and so on he tries to find some similar facts, objects, small details to map one event onto another and in such a way to explain the deeds and behaviour and, what is the most important, to reveal hidden meaning, which allows to identify the man character as image-symbol. Reverse perspective is the means of interpretation as it is triggered by key word that is repeated in different fragments of the texts.
To understand the connotative meaning of a word trigger let's refer to Macmillan English Dictionary (2002) , which gives such its definition: as a noun 1) the part of a gun that you move with your finger to make the gun fire; 2) something that produces an immediate result; as a verb 1) to make something happen; 2) to cause someone to have particular feelings or memories; 3) to cause someone to do or say something, as trigger a response / reaction (Macmillan English Dictionary 2002: 1537).
Narratives may be of two forms: narrative types and narrative kinds (Brandes 2004; Vinogradov 1963) . Among types of narrative there are distinguished description, telling, comment, thinking, argumentation, and narrative kinds include inner speech, monologue, and dialogue.
In the first narrative situation (Fig. 4 step 1 
73-74).
The number of comparisons, based on linguistic and cognitive operations of analogy, association, with their key lexemes (eagle and snake), which are verbal images with symbolic meaning help us construe male characters as ethno-cultural symbols (Fig. 4 step 2). Abel is associated with Eagle (looked with eagle eyes, male eagle) and his deed is approved as, at the end of this narrative, the rain as symbol of purification 'fell upon it [the knife] and made it clean', while the actions of white man are compared with those of the snake (as if to embrace him, like a snake's sting).
The comparisons become triggers of reverse perspective. To interpret the semiotic sense of them we should return to the very beginning of the novel when male and female eagles' flight is described and followed by the narrator's running commentary on their killing a black rattlesnake (Fig. 4 step 3 In the abstract, which highlights one of the animal life events the words eagles and snake are repeated several times. Lexical repetition makes us turn to a Guide to Native American Nature Symbols, Stories and Ceremonies (Lake-Thom 1997) to learn how to interpret good and bad signs, their symbolic meaning embedded in these verbal images:
"Eagles are always very special and good signs. They represent protection, wealth, wisdom, foresight, strength, and spirituality" (Lake-Thom 1997: 109); "The Rattlesnake can be used for good or bad power. The Rattlesnake that is predominantly black in color is a bad power" (Lake-Thom 1997: 153). So, the interpretation of that 'holy sight' described in the given above abstract leads to the revelation of the following symbolic meaning: The Good (Eagles) destroys the Evil (Black Rattlesnake). 
Retrospection (flashback), prospection (flash-forward) and reverse perspective
This chapter sets out to discuss narrative techniques (retrospection, prospection, and reverse perspective), which are characteristic for postmodernist narrative with its metafiction, fragmentation, ontological concern, temporal distortion. Retrospection or flashback, prospection or flash-forward and reverse perspective or cognitive semiotic bridge between different narratives in the text help create the manifoldness of such text semantic concepts as Human Being, Time, and Space (Kukharenko 1988: 74) .
Retrospection or "travelling to the past" returns to the events happened in the previous narrative of the text and is denominated as flashback.
Prospection can be conceived as foreseeing future events (Galperin 2007: 105-112 (Galens 2002: 254) .
Prospection and retrospection interrupt the content connection of two utterances (narratives) standing in a position of close contact. However, thanks to the precise cohesion and coherence of the text a particular fragment of the text fluently flows into a textual net and forms a semantic bridge which connects the previous and the following narration.
One of the signals of prospection is a change of the grammatical tense indication.
Lexical indicators are widely used as well. Information, which appears to be prospective is presented in detail in the forthcoming narrative. It is common for prospective episodes not to be very extensive. Thus, prospective information is only mentioned and is revealed for the reader later. That is why a return to the interrupted continuum causes no difficulty to the reader.
Retrospection, unlike prospection, usually leads the action from the current time of the plot to the past. Sometimes the current time of the plot serves only as the frame for narration-recollection.
In Painted Drum by Erdrich narration is given in fragments one breaking the other.
Different narratives juxtapose in order to give some additional information. If compare these two fragments it is seen that the first narrative has the marker of present time and the second one has the marker of past time. They have semantic connection by means of the word tree, which is an activator of some regards in the mind of narrator.
It should be stressed that though prospection and retrospection are breakers of the narrative, nevertheless they are given as embedded fragments in accordance to main narrative. Prospective and retrospective fragments of the text have their lexical and grammatical markers different from those in main narrative, but they are included in order to give some additional information.
Reverse perspective is another kind of narrative technique as there is no breaking of main narrative. Reverse perspective as semantic bridge makes it possible to project the sense of one event onto the other and hence connect them semantically. So, fragments which are joined semantically may be both close and far from each other in the text. In the second fragment our attention attracts the expression healing water. And it's not clearly understood: Why are we welcome here? What for? Then we return to the legend about healing places and come to know that there were water healing places without conflict, separating the land between Indian people and New World people, but it was freedom and harmony between man and nature.
Essay Dwellings by Hogan is a set of different stories about human being, nature, relationship between them, the origin of person and animals, and their functions, and so on. In the narrative the author describes symbols, which are of cultural importance for this or that tribe. Narrative structure analysis allows making a model of narration with the domain narrative technique of reverse perspective (Fig. 5) . 
Discussion and conclusion
In the book The pleasure of the text (Barthes 1975) Barthes declares the choice between pleasure and the more ravaging term to be precarious, revocable, the discourse incomplete, but of course he cannot come up with "coming", which precisely translates as what the original text can afford: ideological structures, intellectual solidarities, the propriety of idioms, sacred armature of syntax. It is a powerful gush of words, a ribbon of infra-language (Barthes 1975: 7) . Interpreting this 'gush of words' may be possible if we read the text not only for deriving pleasure from it, but also for revealing invisible meanings hidden in its narrative structure. So, cognitive linguistics approach to interpretation of the text is just the focus combining semantic, semiotic, syntactic, and narrative analyses.
Cognitive linguistics, in its insistence that language is a phenomenon of the mind and can therefore only be properly understood in relation to the mental processes of which it is a manifestation, is a radical rejection of linguistics and its modular view of language as practised for much of the twentieth century from Saussure to Chomsky. Langacker (1990) in his article Introduction to Concept, Image, and Symbol writes:
"Lexicon, morphology, and syntax form a continuum of symbolic units, divided only arbitrarily into separate components; it is ultimately as pointless to analyze grammatical units without reference to the semantic value as to write a dictionary which omits the meanings of its lexical items" (Langacker 1990 in Cognitive Linguistics: Basic Readings 2006 . It may be only added that lexicon, morphology and syntax form a continuum of symbolic signs in a narrative structure of literary text.
Today's readers are no longer passive receivers of an author's constructed world. They are instead supposed to participate and take an active role in ascertaining a text's meaning before them, to ruminate on the plausible interpretations of a given narrative so as to work things out for themselves.
Every text is a system of signs organized according to codes and subcodes, which reflect certain values, attitudes, beliefs, assumptions and practices (Chandler 2007: 157 Author's intention is to show his main character as ethno-cultural hero and the task of the interpreter is to "reread" this ethno-cultural meaning in the text. To reveal/understand or extract the sense of the knowledge transformed by means of main character descriptions the following cognitive operations should be applied: mapping (projecting one motif into another), construal (selecting the appropriate structural possibility among various alternatives), inferences (making the conclusions from a set of premises), focusing (giving prominence to some selected elements of a scene and downplaying others). Linguistic and cognitive mechanism of reverse perspective is activated by means of lexical triggers expressed by words denoting ethnocultural symbols.
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